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Sinopse
A escolha da obra The Picture of Dorian Gray para objecto de uma análise literária
de pendor retórico-estilístico é, acima de tudo, fruto de um gosto muito pessoal.
Partindo da leitura rigorosa da obra em questão, concentrámo-nos inicialmente no
particular de forma a tentar chegar a características distintivas da produção literária
de Wilde. Esta afigurou-se-nos como a melhor estratégia para atingir o objectivo que
nos propúnhamos: reconhecer a existência de um padrão específico na escrita do
autor e estabelecer a forma como esse padrão exemplifica uma determinada época
literária. E assim foi possível descortinar que Oscar Wilde dá ao mundo um único
romance onde são profundamente explorados os ideais da Arte recriada, da Beleza
reabilitada e das suas Representações teatrais. The Picture of Dorian Gray abre
vários precedentes literários, de entre os quais se destaca a coragem de assumir na
forma os preceitos convencionados pelos estetas para a vida quotidiana. Os leitores
conquistados por tais técnicas são recompensados com a sensação por vezes
indefinível de terem apreciado o mais recôndito da alma humana.
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II. Beleza, Arte, Representação
A escolha da obra The Picture of Dorian Gray para objecto de uma análise
literária de pendor eminentemente retórico-estilístico é, antes de mais, determinada
por um gosto muito pessoal. No nosso entender, o rigor exigido a qualquer trabalho
de carácter científico não será de todo um meio de impedir o prazer que se poderá
retirar de tal actividade, de tal modo que o exame crítico que a seguir se apresenta é o
resultado de uma predilecção antiga e de uma enorme vontade de aprender sempre
mais sobre a personalidade exuberante de Oscar Wilde.
Decidimos iniciar a nossa tarefa por uma leitura rigorosa da obra em questão,
tentando assim partir do particular para o geral. Esta afigurou-se-nos como a melhor
estratégia para se atingir o objectivo que nos propúnhamos: reconhecer a existência
de um padrão específico na escrita de Oscar Wilde e estabelecer a forma como esse
padrão exemplifica uma determinada época literária. Tendo como base esta
problematização, a nossa tarefa ficou mais clara e o trabalho pareceu estruturar-se e
desenvolver-se de forma quase espontânea: numa primeira fase preocupámo-nos em
definir parâmetros de individualização para algumas das impressões  de natureza
conceptual que a obra parecia sugerir, avançando de seguida para a contextualização
dos trabalhos de Oscar Wilde num plano de generalização estilística e retórica, o que
pareceu indicar um caminho seguro para a análise específica que pretendíamos retirar
de The Picture of Dorian Gray.
A pesquisa bibliográfica revelou-se inicialmente algo frustrante, não só pelo
reduzido número de artigos críticos que pareciam disponíveis no mercado português,
mas também porque aqueles a que tivemos acesso pareciam negar qualquer tipo de
valor à obra de Wilde, mesmo enquanto prova de mudanças fundamentais no plano
da temática e forma artísticas. No entanto, se algumas dúvidas concernentes à
pertinência do nosso exercício se instalaram por influência dos escritos menos
favoráveis a Wilde, estas depressa se dissiparam quando finalmente pudemos avaliar
os sentimentos de admiração que o instinto criativo desse escritor parecia suscitar em
críticos literários tão exigentes como Jean Pierrot, o que para nós representou como
que uma aprovação ao mais alto nível do que até aí ameaçara não ser senão a
produção de uma mera inclinação pessoal.
A aurora de uma nova Arte, enformada segundo princípios e ideais que na
época alimentaram muita polémica, é o principal legado de um escritor que teve
tanto de apaixonante como de apaixonado. Afirmar que Oscar Wilde se nos apresenta
como expoente máximo da inovação, do arrojo e da liberdade artística de um período
literário que quis tornar obsoleta uma determinada estética vigente até esse fin de
siècle, pode tomar a forma de quase lugar comum e negar até afirmações feitas por
grandes nomes da crítica literária, mas não deixa por isso de nos parecer um ponto de
partida válido para um trabalho como aquele que aqui se apresenta.1
Apesar de mais de cem anos terem passado desde a sua publicação, The
Picture of Dorian Gray continua a revelar noções de vida e de arte que se mostram
por vezes tão provocadoras e inesperadas como o foram para muitos daqueles que o
leram na última década do século XIX. A sua temática repleta de fantástico é fruto de
uma tentativa de distanciamento de uma sociedade vitoriana fechada, quase
claustrofóbica, que parecia esmagar a individualidade do ser e transformá-lo num
manual de comportamentos sociais previsíveis e indeferenciados entre si. A Arte,
pela mão de um punhado de mentes privilegiadas (onde poderemos referir Walter
Pater, William Butler Yeats, Théophile Gautier e, evidentemente, Oscar Wilde) passa
a reagir a este estado de coisas e, por consequência, a seguir um caminho oposto ao
do Naturalismo e da Estética Clássica, que preconizavam a observação da Natureza
como fonte de inspiração temática, avançando antes na direcção de um imaginário de
lendas, da criatividade e do mito da decadência.2
Dorian Gray, enquanto protagonista de uma vivência aparentemente
inverosímel, é o resultado final da recusa veemente do caminhar impiedoso da Mãe-
Natureza, uma tentativa de reverter os efeitos inexoráveis do Tempo, de manter uma
beleza física da qual só se apercebe quando a vê materializada em obra de arte:
When he saw it he drew back, and his cheeks flushed for a moment with pleasure. A
look of joy came into his eyes, as if he had recognised himself for the first time.(...) The sense
of his own beauty came on him like a revelation. He had never felt it before.3
1 Vide PRAZ, Mario. The Romantic Agony. London and NewYork: Oxford
University Press, 1970, pág. 358.2 Vide GERTHOFFERT, Claude. “Le Mythe de la Décadence.” Dictionnaire des Mythes
Littéraires. Paris: Éditions du Rocher, 1988, pp. 401-404.
3 WILDE, Oscar. “The Picture of Dorian Gray.” In The Complete Works of Oscar Wilde. Ed. J. B.
Foreman. 1948; rpt. London: Harper Collins, 1991, cap. 3, pág. 33.
Sob a influência de Oscar Wilde, este ideal da Beleza torna-se a base da
estética decadente que, embora rejeitando qualquer inspiração transcendental para a
sua arte, via no Estetismo4 a possibilidade de apresentar ao Homem todo um novo
leque de valores suficientemente determinantes para porem em causa a velha ordem
tradicionalista. Este é não só um modelo para a Arte, mas também para diversos
aspectos da vida quotidiana, como fica claro pela importância dada à decoração de
interiores e à arte de bem-vestir:
Fashion, by which what is really fantastic becomes for a moment universal, and
Dandyism,which, in its own way, is an attempt to assert the absolute modernity of beauty,
had, of course, their fascination for him.5
One should either be a work of art, or wear a work of art.6
How exquisite life had once been! How gorgeous in its pomp and decoration!7
No entanto, será na literatura que os efeitos do Estetismo se darão mais
nitidamente a observar. Os escritores passam a adoptar meios de expressão
“invulgares”, audaciosos, de forma a transporem para o papel a sua crença na “art
for art’s sake”, onde o que importa é o divórcio do Naturalismo, originando o
extremo de uma visão multicolor do mundo para onde o artista se podia evadir. Será
então possível falar-se de um estilo característico desta fase da literatura europeia
(também norte-americana, dada a importância de Edgar Allan Poe), estilo esse que
será ao mesmo tempo uma forma de distinção de outros métodos anteriormente
praticados nas artes e de caracterização de elementos comuns a um determinado
número de homens de letras? É legítima a apreciação de determinadas figuras de
retórica emergentes na obra de Oscar Wilde como provas de um fenómeno específico
do discurso típico da corrente literária onde se inserem?
Depois de uma leitura cuidadosa da obra que aqui se pretende analisar, a
resposta a tais interrogações mostrou-se, a nossos olhos, positiva. A organização
textual, a escolha de sociolectos como forma de caracterizar determinados estratos
sociais, a recorrência de esquemas retóricos como a aliteração e de tropos como o
paradoxo e a ironia contribuem para o elevado nível estilístico e retórico do texto de
Oscar Wilde. As escolhas feitas por um qualquer escritor consciente das
4 O termo “Estetismo” é aqui utilizado segundo a definição apresentada por: Lello Universal,
Dicionário Enciclopédico Luso Brasileiro, na página 916.5 Op. cit., “The Picture of Dorian Gray.”, cap.11, pág. 103.
6 WILDE, Oscar. “Phrases and Philosophies for the Use of the Young.” In The Complete Works of
Oscar Wilde. Ed. J. B. Foreman. 1948; rpt. London: Harper Collins, 1991, pág. 1206.
7 Op. cit., “The Picture of Dorian Gray.”, cap. 11, pág.109.
13 Ibidem, cap. 11, pág. 102.
14 Ibidem, cap. 19, pág. 162.
15 Ibidem, cap. 1, pág. 25.16 Ibidem, cap. 9, pág. 94.
potencialidades da linguagem humana no seu geral nunca poderão ser fruto do acaso,
e tal muito menos poderá ser verdade de uma obra onde todo o processo de criação
obedece a rigorosos cânones de envolvimento na procura de uma nova filosofia de
vida e de arte, a sort of a new birth of the spirit of man (...).8
Um trabalho de análise textual obrigará, por regra, à desmontagem do texto
literário em questão, de modo a possibilitar novas e interessantes interpretações. Foi
deste processo que nos surgiram elementos tão importantes na escrita de Wilde como
a criação dos campos semânticos perfeitamente delineados de Art e Youth. O
vocabulário nuclear gira em torno dos conceitos acima referidos, criando áreas de
comparação e símile, ao mesmo tempo que abre as portas ao aparecimento de
construções frásicas ricas em adjectivação e de estrutura sintáctica complexa:
All the candour of youth was there, as well as all youth’s passionate purity.9
Youth! Youth! There is absolutely nothing in the world but youth!10
Eternal youth, infinite passion, pleasures subtle and secret, wild joys and wilder
sins(...) 11
He recalled the stainless purity of his boyish life, (...)12
They wondered how one so charming and graceful has he was could have escaped
the stain of an age that was at once sordid and sensual.13
Youth! There is nothing like it. It’s absurd to talk of the ignorance of youth.14
revelando um mundo onde  a  Beleza  é  o único caminho para  a felicidade, que
contrasta em termos absolutos com as marcas deixadas pelo passar do tempo e a
agonia que passa a ser sua companheira. A Arte, por sua vez, caminha lado a lado
com a expressividade emotiva que resulta da ausência do uso do artigo definido e/ou
indefinido, com substantivos pertencentes a registos de cariz filosófico e verbos que
exprimirão a concepção da Arte como força unitária e abrangente:
An artist should create beautiful things, but should put nothing of his own life into
them.15
Art is always more abstract than we fancy.16
8 WARNER, Eric e  Hough Graham, eds. Vol. II de Strangeness and Beauty: An
Anthology of Aesthetic Criticism: 1840-1910. Cambridge: Cambridge
University Press, 1983, pág. 125.
9 Op. cit., “The Picture of Dorian Gray.”, cap. 2, pág.27.
10 Ibidem, cap. 2, pág. 32.
11 Ibidem, cap. 8, pág. 87.
12 Ibidem, cap. 10, pág. 99.
17 Ibidem, cap. 11, pág. 104.
18 Ibidem, cap. 11, pág. 112.
19 Ibidem, cap. 17, pág. 149.20 Ibidem, cap. 2, pág. 27.
Yes: there was to be, as Lord Henry had prophesied, a new Hedonism that was to
recreate life, and to save it from that harsh, uncomely puritanism that is having, in our own
day, its curious revival.17
For the canons of good society are, or should be, the same as the canons of art.18
Romance lives by repetition, and repetition converts an appetite into an art.19
Nos exemplos acima referidos não passará por certo despercebida a estrutura
epigramática de algumas das frases, onde o paradoxo que encerram em si mesmas e
que conduz o leitor por um mundo de aparentes contradições nos remete ao processo
da criação da dualidade de Dorian. O modo como as estruturas sintácticas bipartidas
acabam por significar a escolha que Dorian fez em favor de um mundo onde a
subjectividade da Arte passa a vivência concreta através da perenidade do Belo na
personagem principal, é muito esclarecedor da grande atenção dada pelo escritor não
só a noções conteudísticas inovadoras mas também à realização de tais noções na
forma textual. Senão, vejamos ainda o recurso a esquemas de repetição fonéticos,
que artisticamente aliam a eufonia natural a tais dispositivos ao tema da clivagem do
Eu e que realçam o determinismo da Beleza na vida de Dorian:
Lord Henry looked at him. Yes, he was certainly wonderfully handsome, with his
finely-curved scarlet lips, his frank blue eyes, his crisp gold hair. There was something in his
face that made one trust him at once.20
You, Mr. Gray, you yourself, with your rose-red youth and your rose-white boyhood,
you have had passions that have made you afraid, thoughts that have filled you with terror,
day-dreams and sleeping dreams whose mere memory might stain your cheek with shame..21
O carácter maneirista da aliteração poderá parecer redutor da qualidade de
uma obra de arte, mas a verdade é que aqui a repetição morfológica de pronomes
pessoais, possessivos e reflexivos (é deveras interessante o facto de serem
foneticamente muito próximos de youth) nos parece mais do que justificada pela
criação consequente de um ambiente de cumplicidade e mistério entre Lord Henry e
Dorian Gray  e da reiteração de noções fundamentais ao desenvolvimento do
romance. A realização dos modelos literários preconizados pela Estética
Decadentista tem expressão ainda na riqueza de pormenor ambiental, na descrição
detalhada de locais que apontam desde logo para a tentativa de recriar pela
intervenção artística os elementos do mundo externo, quer eles se apresentem em
formas do mundo natural, quer do meio humano. Estes momentos de pausa “na
progressão textual da acção diegética” dão uma contribuição determinante para a
26 Ibidem, cap. 11, pág.106.
construção quase palpável  de um universo romanesco de valores formais  muito
acentuados, perfeitamente distinto da realidade que nos cerca.22 Desta necessidade de
distinção e de distanciação surge uma linguagem de grande profusão adjectival, onde
cada detalhe merece honras de destaque, ganhando uma nova identidade por meio de
cores e de formas que até esse momento pareciam não existir no original: é a Arte a
criar para a Natureza imitar.
The studio was filled with the rich odour of roses, and when the light summer wind
stirred amidst the trees of the garden, there came through the open door the heavy scent of
the lilac, or the more delicate perfume of the pink-flowering thorn.
From the corner of the  divan  of Persian  saddle-bags on which he was lying,
smoking, as was his custom, innumerable cigarettes, Lord Henry Wotton could just catch the
gleam of the honey-sweet and honey-coloured blossoms of a laburnum, whose tremulous
branches seemed hardly able to bear the burden of a beauty so flame-like as theirs;(...)23
As cores e os cheiros ganham um brilho próprio, não são (porque nunca o
poderiam ser) meros decalques ou impressões realistas, o artista cria tudo de novo,
tenta mostrar à Natureza todos os pormenores que ela parece não notar, num acto de
protesto e de contestação pelo aparente desrespeito da Estética Mimética:
What Art really reveals to us is Nature’s lack of design, her curious crudities, her
extraordinary monotony, her absolutely unfinished condition.24
As imagens assim criadas tornam-se poderosos e impressivos meios de
comunicação, os sentidos são despertados e vibram com os premeditados desvios do
significado primeiro de um adjectivo ou de um verbo. A metáfora, a personificação e
a comparação ganham lugar de destaque enquanto o artista se envolve com a
recriação de um espaço até aí inexistente, uma fuga à realidade exterior por vezes
assustadora mas que em termos sociais não poderá ser melhorada pela intervenção
directa do artista:
The dim roar of London was like the bourdon note of a distant organ.25
At another time he devoted himself entirely to music, and in a long latticed room,
with a vermillion-and-gold ceiling and walls of olive-green lacquer, he used to give curious
concerts, in which mad gypsies tore wild music from little zithers, or grave yellow-shawled
Tunisians plucked at the strained strings of monstrous lutes...26
21 Ibidem, cap. 2, pág. 29.
22 AGUIAR E SILVA, Vítor Manuel. Teoria da Literatura. Coimbra: Livraria Almedina, 1990, pág.
741.
23 Op. cit., “The Picture of Dorian Gray.”, cap. 1, pág. 18.24 WILDE, Oscar. “The Decay of Lying.” In The Complete Works of Oscar Wilde. Ed. J. B.
Foreman. 1948; rpt. London: Harper Collins, 1991, pág. 970.
25 Op. cit., “The Picture of Dorian Gray.”, cap. 1, pág. 18.
Para além dos exemplos já aqui referidos de oposição às atitudes vigentes à
época da publicação de The Picture of Dorian, nomeadamente ao realismo e ao
conceito de Arte auto-expressiva, não podemos deixar de fazer notar outro aspecto da
rejeição dos modelos de arte canónicos: a ideia do moralismo utilitário da obra de
arte. De facto, Wilde encetou uma luta (ao que parece na altura inglória) pela
desmistificação da Arte como veículo de princípios morais superiores que
regenerassem a sociedade. O seu amoralismo cabe dentro de uma estética que
pretende fugir à banalidade da vida, que vê qualquer tentativa de guiar os
comportamentos humanos através do que a Arte possa mostrar não só como perda de
tempo, mas também, e acima de tudo, como uma intromissão num campo que não
lhe diz absolutamente respeito, uma vez que
Art finds her own perfection within, and not outside of, herself. She is not to be
judged by any external standard of resemblance. She is a veil, rather than a mirror.27
Na nossa opinião, se alguma justificação é necessária para o amoralismo que
Wilde professa, é nestas palavras que a devemos procurar e por elas que devemos
entender que o autor não tinha, obviamente, o objectivo de subverter mentes
impressionáveis ou de construir qualquer tipo de herói maléfico. A sua escrita deve
ser entendida sempre dentro dos parâmetros que o autor preconizava para a Arte
contemporânea, onde a imaginação é dever fundamental e a sublimidade da beleza
helénica um ideal a reconquistar. Porque a Arte tem de criar o seu próprio espaço,
inventar novas formas, fugir ao determinismo da evolução, ao mesmo tempo que se
liberta  de  princípios  moralistas atrofiantes,  é que Wilde  não  tenta revestir  a
realização do pedido professado por Dorian por uma capa de fundamentação
científica.
Como já foi por nós sugerido, o carácter fantástico da temática é reforçado
pelos métodos de construção textual repassados de técnicas retóricas e estilísticas
muitas vezes inopinadas, factor que sugere um desvelo no acto de criação literária
que só poderá ter paralelo com a necessidade premente de fazer corresponder a
inovação da proposição a formas inesperadas, mas perfeitas, no romance:
For it is not enough that a work of art should conform to the aesthetic demands of its
age: there must be also about it, if it is to affect us with any permanent delight, the impress
of a distinct individuality, an individuality remote from that of ordinary men, and coming
27 Op. cit., “The Decay of Lying:”, pág. 982.
near to us only by virtue of a certain newness and wonder in the work, and through channels
whose very strangeness makes us more ready to give them welcome.28
Será dentro do âmbito de tais afirmações que se tornará relevante salientar o
pequeno discurso proferido por Lord Henry no segundo capítulo da obra e inseri-lo
dentro de um espaço de análise retórica clássica, uma vez que “classical rethoric
was associated primarily with persuasive discourse.”29 De facto, a forma que o autor
atribui às afirmações de Lord Henry (sobretudo a partir da página 31 da edição a que
esta análise se reporta) é de molde a atribuir-lhes características argumentativas,
dado que o objectivo primeiro daquela personagem parece ser o de convencer Dorian
da importância e determinismo da Beleza na vida do ser humano. De entre as várias
frases que constituem o diálogo que as personagens mantêm durante boa parte do
capítulo, gostaríamos de centrar a nossa avaliação especialmente na fase em que
Lord Henry passa a organizar a sua exposição em função do Why? de Gray, isto
porque  nos parece  que  é aqui possível distrinçar  uma série de estratégias
organizativas de discurso muito próximas das idealizadas pela Retórica Clássica.
Lord Henry exprime-se, por regra, com um estilo dissertivo, próprio de quem
tenta conquistar aliados para uma causa, num processo de construção de ideais
enigmáticos e sedutores que quase por si só agem sobre as mentes premeáveis à
tentação da mudança. Neste espírito, envolve o seu interlocutor pela lisonja e pelo
carácter epigramático de uma firmação como «Because you have the most marvellous
youth, and youth is the one thing worth having.», um exordium que é um apelo claro às
emoções de quem o ouve, não deixando no entanto de fazer uso de uma estrutura
sintáctica na qual se estabelece uma relação paratática entre as duas orações que a
compõe, de forma a que a segunda parte, apesar de surgir na sequência da primeira,
não veja por isso diminuído o seu valor expressivo. Lord Henry tem agora toda a
atenção de Dorian, e através de uma descrição minuciosa dos efeitos da velhice sobre
a aparência física tão perfeita deste consegue trazê-lo para mais perto do momento
em que concordará em absoluto com os princípios de vida que lhe são apresentados.
28 WILDE, Oscar. “The English Renaissance of Art.” In Vol. II of Strangeness and
Beauty:An Anthology of Aesthetic Criticism: 1840-1910. Eds. Eric Warner
and Hough Graham. Cambridge: Cambridge University Press, 1983, pág. 124.
29 Vide CORBETT, Eward P. J. Classical Rethoric for the Modern Student. 3rd ed. Oxford: Oxford
University Press, 1990.
A ordenação dos elementos segundo uma lógica de resposta às objecções que
Dorian apresenta, resulta na vivacidade, objectividade e verosimilhança tão
necessárias à economia do discurso e à sua efectividade, o que lembra em muito os
princípios expostos para a narratio da tradição clássica. Senão vejamos:
You smile? Ah! when you have lost it you won’t smile. ...People say sometimes that
Beauty is only superficial. That may be so. But at least it is not so superficial as Thought is.
To me Beauty is the wonder of wonders. It is only shallow people who do not judge by
appearances. The true mystery of the world is the visible, not the invisible...Yes, Mr. Gray,
the gods have been good to you. But what the gods give they quickly take away.30
Estas técnicas de confutatio (com interpelações directas a Dorian) aparecem
lado a lado com outras de confirmatio, de modo que Lord Henry reage sempre
habilmente à linguagem corporal e falada de quem deseja “docere”. As interjeições,
as frases do tipo imperativo, e o uso do futuro criam um todo deveras expressivo: o
ouvinte é lentamente conduzido pelas certezas do discursista, envolvido pela
emotividade da argumentação muitas vezes baseada no horror do envelhecimento
Every month as it wanes it brings you nearer to something dreadful. Time is jealous
of you, and wars against your lilies and your roses. You will become sallow, and hollow-
cheeked, and dull-eyed. You will suffer horribly...31
e finalmente conquistado por uma conclusão arrebatadora na sua emotividade (à
qual não será estranho o sentimento de empatia criado por Lord Henry ao passar a
utilizar a primeira pessoa do plural como sujeito das suas frases finais), onde a força
dos argumentos é amplificada de tal modo que se alcança um efeito de clímax muito
próximo das técnicas teatrais e o desejado sucesso persuasivo:
But we never get back our youth. The pulse of joy that beats in us at twenty, becomes
sluggish. Our limbs fail, our senses rot. We degenerate into hideous puppets, aunted by the
memory of the passions of which we were too much afraid, and the exquisite temptations that
we had not the courage to yield to. Youth! Youth! There is absolutely nothing in the world
but youth!32
A qualidade expressiva do texto pemitir-nos-à mencionar ainda uma outra
técnica de construção do discurso muito importante para se atingir um elevado grau
retórico-estilístico: o estranhamento. Este efeito anímico fruto do inesperado das
impressões exteriores sobre o sujeito (o alvo do discurso) é a forma clássica de
combate ao tédio e à monotonia. Através do acréscimo de temáticas e afirmações de
natureza inopinada o promotor do discurso consegue toda a atenção de quem o ouve,
30 Op.cit., “The Picture of Dorian Gray.”, cap. 2, pág. 31.
31 Ibidem, cap. 2, pág. 32.
porque ultrapassou a barreira do esperado, encetou por um caminho até aí
desconhecido, com todas as vantagens que tal estratagema trará por certo ao valor
afectivo das palavras proferidas:
Dorian Gray listened, open-eyed and wondering.(...) He watched it with that strange
interest in trivial things that we try to develop when things of high import make us afraid, or
when we are stirred by some new emotion for which we cannot find expression, or when
some thought that terrifies us lays sudden siege to the brain and calls on us to yield.33
O culto do inesperado será a consequência lógica das novas formas que a
Arte procura assumir e que com Oscar Wilde são levadas ao seu expoente máximo.
A necessidade de impressionar e agir sobre os outros nunca é desmentida, talvez por
isso as personagens assumam, em situações consideradas fulcrais, comportamentos
dignos dos melhores actores de palco. O êxito alcançado pelas suas peças forneceu-
-lhe o indicador apropriado para a medição das expectativas de um público aqui
leitor, que fica enredado pelas malhas da construção cénica da obra da mesma forma
que Dorian é subjugado pela fina arte de representação de Lord Henry:
Wilde’s point of view, in fact, is always scenic; he  sees things as in stage-
perspective; he is all the time arranging his characters, his landscapes, his events, and
making them pose.34
Apesar desta afirmação de Mario Praz não pretender de todo assumir um
carácter de elogio, a nosso ver as capacidades teatrais de Wilde são distintivas de
uma época e de uma literatura que ele pretendia arrojada e dinâmica e, por
conseguinte, ousamos afirmar que tais especificidades nunca poderão ser prova da
inferior qualidade que alguns críticos pretendem atribuir à escrita de Oscar Wilde,
mas sim de uma coragem artística que nunca receou assumir.
A representatividade do romance The Picture of Dorian Gray é reforçada
pela recorrência do discurso directo, onde o narrador liberta o espaço diegético para a
actuação directa da personagem que chama a si a responsabilidade das suas
afirmações, ao  mesmo tempo que aproxima o leitor do tempo  da diegése. 35 Ao
socorrer-se desta forma de apresentação do texto, o autor possibilita que a
personagem seja mais real para quem lê, amplia o quadro situacional da acção, ao
mesmo tempo que o leitor se permite imaginar fisicamente perto de quem fala.
32 Ibidem, cap. 2, pág. 32.
33 Ibidem, cap. 2, pág. 32.
34 Op. cit., The Romantic Agony., pág. 359.
35 Vide AGUIAR E SILVA, Vítor Manuel. Teoria da Literatura. Coimbra: Livraria Almedina, 1990,
pág. 745.
Torna-se claramente mais simples caracterizar as personagens (o vasto leque de
verbos dicendi adianta o tipo de atitude e comportamento de quem se pronuncia),
sem que seja necessário descrições minuciosas e fatalmente repetitivas para o evoluir
do  texto: as frases curtas,  sincopadas características  da comunicação teatral  que
Wilde engenhosamente recria nesta obra.
The woman gave a bitter laugh. “Little more than a boy!” she sneered. “Why, man,
it’s nigh on eighteen years since Prince Charming made me what I am.”36
«“Still, we have done great things.”
“Great things have been thrust on us, Gladys.”
“We have carried their burden.”
“Only as far as the Stock Exchange.”
“She shook her head. “I believe in the race,” she cried.”
“It represents the survival of the pushing.”
“It has development.”
“Decay fascinates me more.”
“What of Art?” she asked.
“It is a malady.”
“Love?”
“An illusion.”
“Religion?”
“The fashionable substitute for Belief.”
“You are a skeptic.”
“Never! Skepticism is the beginning of Faith.”»37
A expressividade e emotividade do tipo de linguagem usado é um meio tão
eficaz para determinar a classe social a que as personagens pertencem, como as
descrições do narrador acerca do tipo de vestuário e de ambiente (mais uma vez
saliente-se a importância da decoração) que as cerca, em mais uma técnica que nos
transporta às indicações cénicas do teatro, que surgem de forma inequívoca no início
dos dois primeiros capítulos da obra.
Contudo, não devemos ser levados a pensar que, pelo exposto, o autor cai na
tentação de uma escrita imediatista que vive de emoções baratas. Para além das
técnicas anteriormente descritas que Oscar Wilde sabe explorar nas devidas
proporções, a obra também é enformada por variadas incursões ao mundo da
interioridade das personagens, aumentando ainda mais o efeito de proximidade leitor/
personagem. A reprodução dos enunciados passa então a fazer-se segundo os
esquemas de materialização do discurso indirecto livre, esbatendo-se as identidades
do narrador e da personagem:
36 Op. cit., “The Picture of Dorian Gray.”, cap. 16, pág. 146.
Music had stirred him like that. Music had troubled him many times. But music was
not articulate. It was not a new world, but rather another chaos, that it created in us. Words!
Mere words! How terrible they were! How clear, and vivid, and cruel! One could not escape
from them. And yet what a subtle magic there was in them! They seemed to be able to give a
plastic form to formless things, and to have a music of their own as sweet as that of viol or of
lute. Mere words! Was there anything so real as words? 38
A ausência de indicadores gráficos e de verbos dicendi do discurso directo
traduz-se numa grande liberdade de estruturação sintáctica, o que resultará por sua
vez num estilo mais fluente, sem quebras rítmicas, por vezes só com as pausas
naturais da respiração. Sobre o contexto recai a responsabilidade de mostrar ao leitor
quem diz/pensa o quê, já que é bastante difícil determinar se o que estamos a ler é da
autoria do narrador ou da responsabilidade da personagem, o que no caso específico
de The Picture of Doran Gray acaba por ser uma óptima instrumentalização da
temática da dualidade e da busca do Eu verdadeiro39.
III. CONCLUSÃO
A Arte recriada, a Beleza reabilitada e a Representação destes princípios em
formas teatrais que abalaram um sistema caduco e retrógrado não serão com certeza
um contributo desprezível para  um novo ideal que  se  queria  de cultura  e  de
sociedade. Oscar Wilde dá ao mundo um único romance onde aqueles ideais são
profundamente explorados, e cuja raiz se encontra precisamente na ideia já
anteriormente apresentada em forma de livro (como vários críticos cedo
demonstraram), do duplo, da multiplicidade de imagens do Eu e da consequente
procura do equilíbrio desses diferentes reflexos.40 Mas se o tema não se destaca pela
total originalidade, a verdade é que seria deveras injusto não reconhecer a tentativa
bem sucedida de Wilde de lhe acrescentar algo de novo. E a novidade estará
precisamente na forma da obra de arte; o autor empresta grande sensualidade às suas
personagens e o cerne da questão literária já não é a mera escolha entre o bem e o
mal. O simplicismo destes conceitos mostra-se demasiado redutor para uma época
que tentava adaptar-se às exigências de um novo século e à nova vaga de
37 Ibidem, cap. 17, pág. 148.
38 Ibidem, cap. 2, pág. 30.39 Vide PIRES, Maria João. “ A Fragmentação do Eu: The Picture of Dorian Gray.”
Revista da Faculdade de Letras do Porto, 1987, II Série, Vol. IV.
industrialização,  a qual parecia querer sufocar o  Homem através  da rigidez das
imposições sociais e do determinismo dos princípios evolutivos.
The Picture of Dorian Gray abre vários precedentes literários, de entre os
quais se destaca a coragem de assumir na forma os preceitos convencionados pelos
estetas para a vida quotidiana. É a fuga ao marasmo e à monotonia de uma era
receosa da originalidade, a criação de um universo onde as mentes podem encontrar
um esconderijo seguro contra a fealdade e a ignorância. Os ideais preconizados pela
Arte saem reforçados pela recorrência de novos termos, pela visualização multicolor
de uma Natureza outrora fonte de inspiração mas agora cópia esbatida da riqueza
artística. Os campos semânticos criam áreas linguísticas repassadas de contrastes e
oposições, a expressividade sintáctica ganha novo fôlego com diálogos
epigramáticos que trazem à memória outras emotividades teatrais e o crescendo de
tom e força narrativa revelam um quadro final tão poderoso, que muitas vezes não se
revela numa primeira leitura. Os leitores conquistados por tais técnicas são
recompensados com a sensação por vezes indefinível de terem apreciado o mais
recôndito da alma humana.
IV. BIBLIOGRAFIA
 AGUIAR E SILVA, Vítor Manuel. Teoria da Literatura. 8ª ed. Coimbra:
Livraria Almedina, 1990.
 BOOTH, Wayne C. The Rethoric of Fiction. 2nd ed. Chicago: The University of
Chicago Press, 1983.
 COMBE, Dominique. La Pensée et le Style. Paris: Editions Universitaires, 1991.
 CORBETT, Edward P. J. Classical Rethoric for the Modern Student. 3rd ed.
Oxford: Oxford University Press, 1990.
 GAUNT, William. The Aesthetic Adventure. Oxford: The Alden Press, 1946.
 GERTHOFFERT, Claude. “Le Mythe de la Décadence.” Dictionnaire des Mythes
Littéraires. Paris: Éditions du Rocher, 1988, pp. 401-404.
 JOHNSON, R. V. “ A estheticism.” The Critical Idiom. 3rd series. Ed. John D.
Dump. London: Methuen & Co Ltd, 1969.
 LAUSBERG, Heinrich. Elementos de Retórica Literária. 4ª ed. Lisboa:
Fundação Calouste Gulbenkian, 1993.
 LAVER, James. “Oscar Wilde.” Writers and Their Work. nº 53. General Ed. T. O.
Beachcroft. London: Longmans, Green & CO, 1954.
 Lello Universal, Dicionário Enciclopédico Luso-Brasileiro. II Volumes. Ed. José Lello e
Edgar Lello. Porto: Lello & Irmãos, 1976.
 PIERROT, Jean. The Decadent Imagination. Trans. by Derek Coltman.
Chicago and London: The University of Chicago Press, 1981.
40 Vide PRAZ, Mario. The Romantic Agony. London: O. U. P., 1983, pág. 358.
 PIRES, Maria João.  “ A Fragmentação do Eu: The Picture of Dorian Gray.”
Revista da Faculdade de Letras do Porto, 1987, II Série, Vol. IV.
 PRAZ, Mario. The Romantic Agony. London and New York: Oxford
University Press, 1970.
 STOKES, John.  “Aestheticism.” Encyclopedia of Literature and Criticism. Ed.
Martin Coyle et al. London: Routedge, 1991.
 WARNER, Eric e Hough Graham, eds. Vol. II of Strangeness and Beauty: An
Anthology of Aesthetic Criticism: 1840-1910. Cambridge: Cambridge
University Press, 1983.
 WILDE, Oscar. “The Picture of Dorian Gray.” In The Complete Works of Oscar
Wilde. Ed. J. B. Foreman. 1948; rpt. London: Harper Collins, 1991, pp.17-
167.
 WILDE, Oscar. “The Decay of Lying.” In The Complete Works of Oscar Wilde.
Ed. B. Foreman. 1948; rpt. London: HarperCollins, 1991, pp. 970-992.
 WILDE, Oscar. “Pen, Pencil and Poison.” In The Complete Works of Oscar
Wilde. Ed. J. B. Foreman. 1948; rpt. London: HarperCollins, 1991, pp.
993-1008.
 WILDE, Oscar. “The Critic as Artist.” In The Complete Works of Oscar Wilde.
Ed. J. B. Foreman. 1948; rpt. London: HarperCollins, 1991, pp.1009-
1059.
 WILDE, Oscar. “The English Renaissance of Art.” In Vol. II of Strangeness and
Beauty: An Anthology of Aesthetic Criticism: 1840-1910. Eds. Eric
Warner and Hough Graham. Cambridge: Cambridge University Press,
1983.
 WILDE, Oscar. “A Few Maxims for the Instruction of the Over-Educated.” In
The Complete Works of Oscar Wilde. Ed. J. B. Foreman. 1948; rpt.
London: HarperCollins, 1991, pp.1203-1204.
 WILDE, Oscar. “Phrases and Philosophies for the Use of the Young.” In The
Complete Works of Oscar Wilde. Ed. J. B. Foreman. 1948; rpt. London:
HarperCollins, 1991, pp.1205-1206.
 WILDE, Oscar. “The English Renaissance of Art.” In Vol. II of Strangeness and
Beauty: An Anthology of Aesthetic Criticism 1840-1910. Eds. Eric
Warner and Graham Hough. Cambridge: Cambridge University Press,
1983.
SOCIAL GENDER STEREOTYPESAND THEIR IMPLICATIONS IN
HINDI
Anjali Pande
Jawaharlal Nehru University, New Delhi
India
anj_p@rediffmail.com
Summary:
This essay looks at the subtle ways in which gender identities are constructed
and reinforced in India through social norms of  language  use. Language  itself
becomes a  medium for perpetuating gender  stereotypes, forcing its speakers to
confirm to socially defined gender roles. Using examples from a classroom discussion
about a film, this essay will highlight the underlying rigid male-female stereotypes in
Indian society with their more obvious expressions in language. For the urban woman
in India globalisation meant increased economic equality and exposure to changed
lifestyles.  On an  individual  level  it also  meant redefining gender relations and
changing the hierarchy in man-woman relationships. With the economic
independence there is a heightened sense of liberation in all spheres of social life, a
confidence to fuzz the rigid boundaries of gender roles. With the new films and media
celebrating this liberated woman, who is ready to assert her sexual needs, who is
ready to explode those long held notions of morality, one would expect that the
changes are not just superficial. But as it soon became obvious in the course of a
classroom discussion about relationships and stereotypes related to age, the surface
changes can not become part of the common vocabulary, for the obvious reason that
there is still a vast gap between the screen image of this new woman and the ground
reality. Social considerations define the limits of this assertiveness of women, whereas
men are happy to be liberal within the larger frame of social sanctions. The educated
urban woman in India speaks in favour of change and the educated  urban male
supports her, but one just needs to scratch the surface to see the time tested formulae
of gender roles firmly in place. The way the urban woman happily balances this
emerging promise of independence with her gendered social identity, makes it
necessary to rethink some aspects of looking at gender in a gradually changing,
traditional society like India.
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1. Introduction
As member of a particular language community the speaker is more often than
not negotiating the space prescribed to her believing that she is using the language as
a neutral means of expressing the Self. Through this process of using a particular
language for giving voice to her subjectivity, she becomes party to the agreement to
abide by the norms laid down by that language community. This tacit alignment with
the socially sanctioned norms of linguistic behaviour serves to strengthen the role of
discourse as a site for construction of gender stereotypes. Research on gender and
language structures as well as studies on language and construction of social identities
have clearly shown that language cannot be a neutral medium for expression of Self
(cf. Cameron 1995, Eckert/McConnell-Ginet 2003, Mills 1995, Romaine 1999,
Thorne/Kramarae/Henley 1983). Meanings are created and imparted in the process of
language use. Language comes with its social, cultural and historical baggage and is
to say the least as loaded as any other system of symbols. But it is in the context
specific discourse that the individuals interpret meanings and views from these
symbols. This paper thus, considers language as a two pronged device, on the one
hand giving voice to identities but on the other hand constructing identities suited to
the social palate. One is not denying that language could become a medium to
transcend gender dichotomy,  to  break  out of  hierarchical social structures  or  to
subvert the enterprise of social differentiation itself. However, it must be made clear
that examining the cultural roots of language use calls for an awareness of the role
that language plays in perpetuating established stereotypes. As Marlis Hellinger points
out “contrary to the assumption that language merely reflects social patterns such as
sex-role stereotypes, research in linguistics and social psychology has shown that
these are in fact facilitated and reinforced by language” (cf. Hellinger 1984: 136). It is
in this broader frame of looking at the interplay between language as manipulated and
manipulating and its speaker as a product of that particular linguistic environment that
this paper sets out to analyse gender in language.
In the context of this  paper the term ‘speech norms’ stands for socially
accepted ways of language use, especially those which regulate the social behavioural
aspect of language use in spoken interactions. For other language related social norms
the broad term ‘linguistic norms’ is used. It is not possible to speak of Indian women
as a  uniform entity since  the economic, social, regional, religious and linguistic
differences in India are too wide to allow such a generalisation. The reference here
will be specifically to urban, educated, middle class, Hindi speaking Indian women as
the language being described here is Hindi, spoken mainly in North India.
Many of the major Indian languages like Hindi and Punjabi which belong to
the Indo-Aryan language family identify two grammatical genders – masculine and
feminine – while some languages from the same language family like Marathi and
Gujarati have a third neuter gender. The differentiation based on biological gender
works at different levels in a language, for one within the grammar of that language
the biological gender is marked morphologically, secondly at the lexical level, and
thirdly outside this grammatical frame it is marked through norms of language use. As
Hall and O’Donovan point out, in Hindi “the habitual, progressive and intransitive
perfective verb forms (…) show gender concord with the subject” (cf.
Hall/O’Donovan 1996: 236). This is true of many Indian languages, which means
even while using a first person singular pronoun the biological gender identity needs
to be clearly stated for the subject in the sentence. The Hindi speaker has to identify
her biological gender through the addition of biological gender specific markers to the
verb stem or through different suffixes and verbal auxiliaries. Adjectives are inflected
depending on the grammatical gender of the nouns and inflecting postpositions mark
out the grammatical gender of the main noun, for example, inflecting postpositions
that function as genitive, locative, and ablative markers agree with the gender of the
main  noun.  The feminine and  masculine self reference in  Hindi  thus becomes a
constant reaffirmation of the biological gender identity of the speaker. The focus in
this paper is, however, on the gendered norms of language use.
In Hindi, the masculine noun aadmi, which means ‘man’ is used generically to
refer to all human beings. The other alternative is the masculine noun insaan, which
means ‘human being’, but in non-generic usage this noun is not used to denote female
human beings. Recently there have been attempts to replace the generic ‘he’ in some
textbooks by introducing feminine verb-endings in a generic sense as a linguistic
norm. For example following  sentences from the Civics textbook for class 7,
published in Hindi for the new elementary school curriculum prepared by State
Council for Educational Research and Training in Delhi: “Every citizen has the right
to express her thoughts, cast her vote or contest elections” ; “In a modern democracy,
a citizen has rights, through which she can participate in the formation of the
government, in its smooth functioning, or in its removal”. These efforts provoked
protests and allegations of feminisation of the citizens of India and questions about the
linguistic skills of the authors (cf. Bhog 2004).
2. Normative social expectations in language use
It is vital for the members of a speech community to conform to the prescribed
linguistic behaviour to establish their social identity. Speech, including gestures and
body language represents a special act, the first signal going out to the society
constructing the gendered identity of the individual. In their study on the so called
“third gender”, the hijra community of India, Hall and O’Donovan (1996) discuss
how the hijras switch between their male and female identities (see also Hall 2002).
Hijras or ‘eunuchs’ as they are termed by many researchers are raised as boys but
eventually go on to live as women, in most cases in ghettoised, socially marginalised
communities. The way they define their femaleness through both language and body
language is of significance to understand social markedness of female linguistic
behaviour. The most obvious difference that is observed as ‘deviance’ in these boys is
their linguistic behaviour which sets them apart as effeminate. They are termed as
baiylo meaning girlish, where it is mainly the linguistic performance that is judged to
be deviating from “the sex-roles, norms and values expected of men in Indian society”
(cf. Hall/O’Donovan 1996: 235). Then in the hijra community there is a conscious
effort to acquire the ‘female way of speaking’ and the initiates are termed ‘ill behaved
or ill mannered’ if they fail to acquire this female verbal behaviour. Irrespective of
their linguistic variety speech communities in India show a certain level of uniformity
with regard to the  definitions of and differentiation between male and female
linguistic behaviour. Female body language is deemed to express the delicate
femaleness through harmonious movements devoid of abruptness, devoid of any
unpredictable attempts at appropriation of the floor in a conversation. In fact, the rules
prescribed for a subordinate body language like not trying to establish a direct eye
contact are touted as ideal behaviour for women. Of course, when it comes to
legitimisation of social hierarchies, language and speech norms are only one of the
many other complex social control mechanisms at play. Socially marked linguistic
behaviour expected of women concurs with the general stereotype notion that a docile
and demure woman is virtuous. A woman who expresses her wishes, her ambitions is
seen as being too self-centred. The voice of the ideal self-sacrificing Indian woman is
one of silence. Girls are told to keep their voices low while speaking and not to smile
or laugh too much. A smile can get interpreted as sexual innuendo or as a sign of
frivolity in a girl.
As it will become clear in the discussion in section 10.5, the body language of
women is generally subject to closer scrutiny than that of men. Stereotypes are used to
draw conclusions about her morality based on features like the way she looks at the
partner or her hand gestures etc. The male body language differs from the female
body language even in the way a man occupies physical space. A woman is expected
to sit with her legs drawn together whereas the man is expected to ‘spread out’
occupying in most cases more physical space than a female speaker. Looking at
gender specific norms related to linguistic behaviour as part of the whole social power
relations could help understand why imposition of  these  stereotypes becomes so
important in every speech community. At different points, for different purposes a
speaker has to negotiate her gender identity in conversations and depending on the
power equation she manages to use features of both stereotypical elements; a woman
police officer uses more ‘masculine’ features in her work interactions in this sense and
is more ‘feminine’ when talking with her family. As Hall and O’Donovan state, “(…)
women and men of many communities manipulate linguistic expectations of
femininity and masculinity in order to establish varying positions of solidarity and
power” (cf. Hall/O’Donovan 1996: 258).
Gender stereotypes affect the expectations of a particular linguistic behaviour
placed on women but they do not spare the males either. It is this stigma of a lower
social status attached to a ‘female way of speaking’ in a man which teaches men to
conform to the prescribed norms. Violation of these norms of speaking marks out the
hijras as social outcasts even before they start forming their gender identity. A subject
in the Hall/O’Donovan study reveals that she views “gender as something to be put on
in the way one would put on a sāri (a dress traditionally worn by Indian women), an
investiture which eventually leads to the acquisition of what she calls aurat ki bāat
(‘women’s speech’) (cf. Hall/O’Donovan 1996: 240). Similar transgression of norms
of language use on the part of a girl invites immediate repudiation in the form of an
allegation of being ‘mannerless’ (an expression commonly used in India) or of trying
to be like a man or it invites corrective measures in the form of parental scolding. The
term aurat ki baat or ‘the female linguistic behaviour’ is complex, mostly constituted
by context and other social hierarchical considerations like age and social status.
But there is a broad consensus in India on what can not be accepted as a
female way of using language. The specific areas forbidden to ‘cultured’ female Hindi
speakers are curse words for obvious reasons but interestingly also uttering the name
of the husband is taboo for a ‘good’ wife. The wife is not allowed to utter her
husband’s name, perpetuating the socially higher position of the husband. Rajeswari
Sundar Rajan (1993: 98) points out that the motive behind such prohibitions is to
mystify and exalt the signified. Response to such exalted mystification is an immense
respect for the husband and being a society where respect is equated with submission
to subordinate status it  is easy to  understand why words like patidevta (literally
meaning ‘Husband God’) and pativrata (a woman devoted to her husband) are still in
currency in India.
3. The needle and thread syndrome
If one were to look at the use of Hindi as a medium of expression in written
form, one finds that, as in most other Indian languages, women writers in Hindi have
generally felt limited by socio-cultural norms and linguistic implications of these
norms. Restrictions are felt in terms of contents or themes that they are allowed to
deal with as well as the kind of language a woman writer is expected to use. But right
from the celebrated writers like Mahadevi Varma or Krishna Sobti to young writers
like Alaka Saravagi or Jaya Jadhvani many women authors have gone beyond those
limited ‘female’ issues and they have been writing about everyday issues faced by
people. Modern writers have succeeded in breaking the limited view of equating
women’s writing with women centric themes. They are no longer eulogizing pains or
trauma of womanhood nor are they glorifying the sufferings and sacrifices related to
it. The new women writers in Hindi are writing with a sensitivity which tackles the
social issues head on, articulating the challenges faced by the modern woman. They
are using ‘bold’ language raising questions which were considered taboo especially in
small towns or semi urban India, from where many of these authors come. Themes
like women’s sexual desires, their bodies or adultery are spoken of as normal facts of
life without their being judged on the social parameters of morality. For example in
the novel Samay Sargam by Krishna Sobti the main character is an independent single
woman in search of her identity. She does not indulge in self-pity nor does she have
any remorse about her struggles in life as a single woman. These strong characters
reflect gradual changes in Indian women’s need for independence. Female characters
have graduated from begging for a place in the society or from the other extreme of
‘rebel feminist’ to a more positive image of women as constituents of the family units,
as integral part of the society. They are no more helpless victims; they are articulating
their rights as a natural process of self-expression by a human being.
But written language as a means of expression in public spheres remained
inaccessible to female members of the society in India for a long time. Women’s
writing in some Indian languages essentially started as a statement against social
oppression and female social reformists were the  ones who broke  the ‘silence’
imposed by social norms. Later a gradual change in social power structures was seen
taking place through social reforms, women’s education and women’s participation in
the struggle for independence. Early women writers in some other Indian languages in
late 19th century – like Tarabai Shinde and Pandita Ramabai, who wrote in 1880s in
Marathi or Kailashbhashini Debi in 1860s writing in Bengali – were openly
questioning imbalance in gender relations and portraying subjection of women in the
traditional Indian society. Today women writers in India are using their varied
languages as freely and as effectively as their male counterparts creating their own
spaces to bring out gender biases inherent in social norms, in traditions or in religious
practices.
Even so they talk of an invisible censorship at work when it comes to writing
about relationships, sexuality, politics or about religion. In the 70s, the Hindi writer
Mridula Garg faced court case for her novel Chitkobra, when she dared to write that
the sexual act was devoid of pleasure for her heroin. Such indirect censorship on
written language is imposed on women who dare to write in Indian languages about
issues considered out of bounds for respectable women. As some participants in a
workshop – organised in 2003 by an organisation Asmita to study, discuss and
publicize the odds facing  women writers in India – put it, “Oppressed by
respectability women Hindi writers avoid sexuality, religion, politics, even social
issues. To write honestly, they agreed, was almost impossible and to write about the
family was the most difficult. Many have avoided writing their autobiographies” (cf.
Asmita 2003). Hindi poet Anamika speaks of a Needle and Thread Syndrome in
women’s lives, which manifests as a ‘self imposed silence’ in the works of women
writers. She points out that, “family honour, the compulsion to be a good daughter, a
good wife and a good mother” all constituted a societal pressure which locked her into
a ‘good girl syndrome’ (cf. Asmita 2003). In one of her poems she laments this ‘being
silenced’ by social restrictions:
Scissors to cut with,
a needle and thread to sew my lips with.
If I write my subconscious,
the earth will be covered with paper.
(cf. Asmita 2003)
Although women’s writing today does not encounter the social rigidity
prevalent some decades ago, notions of obscenity and propriety imposed through
language do limit the canvas on which women writers can paint their lives, portray
their ideas, or colour their world. One of the participants highlights how language
forces these authors to make socially appropriate choices on which words to use,
citing example of swear words in Hindi. According to her, “there is no way a woman
can  use swear words in  Hindi,  because they are specifically and abusively anti-
women; to use them would be to deliberately endorse their derogatory intent” (cf.
Asmita 2003).
4. Reflection of stereotypical gender notions in matrimonial
advertisements
Marriage marks an important change in the identity of a woman in India, at
two levels. On a concrete or more obvious level it imparts her a new name, she
becomes part of a new family and enters a new place of residence since mostly
women go to live in their husbands houses. At the same time, at the social level this
woman acquires a new identity, a changed social position, a different social role, that
of a wife of Mr. Xyz or daughter-in-law of family Xyz. She seizes to be the daughter
of Mr. Abc. This change in the social status from ‘daughter’ to ‘wife’ is brought out in
the word describing the main ceremony in Hindu marriages. The word used is
kanyadaan, a composite of two words kanya meaning daughter and daan meaning ‘to
give away’. So the ceremony is primarily a change of ownership. The father gives
away his daughter to the husband, who from then on owns this woman. The word and
the ceremony are integral to Hindu weddings and in the social conscience it is hardly
perceived as problematic. It is in the context of this passive acceptance of ownership
that Kalyanamalini Sahoo says, “A woman’s life is always constrained by particular
social rules. Before marriage she is in the custody of her parents. After marriage, she
is in the custody of her husband and in-laws. In old age, she is in the custody of her
son” (cf Sahoo 2003: 245). While looking for a wife then the decisive qualities are
mostly those which would make this transition smoother for both the families. The
stereotype of an ideal bride is thus a girl who obeys her father without questioning and
is ready to mould herself according to the expectations of the new family.
Though it is a rather simplistic argument that language or linguistic behaviour
reflects social processes, the fact remains that the terms a society devises to define
women reflect the social place acceded or denied to them. Interestingly enough, the
denial of social space is sometimes realised by means of attributes which in normal
case would designate a positive trait, for example, one just needs to pick up any
Indian newspaper and look at the advertisements for matrimonial alliances. The
common adjectives used to describe brides are sophisticated, down-to-earth, with
good etiquette,  disciplined,  soft-spoken,  simple, compassionate,  sincere,  hard-
working, adorable, smart, beautiful, takes interest in household work and possesses
excellent cooking skills etc. Clearly, the qualities highlighted through such
advertisements reflect social expectations aimed at denying these young women any
independent aspirations, portraying them as perfect ‘material’ out of which to mould a
wife. The gender stereotype of an ideal woman is reinforced by employing seemingly
harmless vocabulary. In similar advertisements from bridegrooms one comes across
adjectives like serious, ambitious, driven to  prove himself, aggressive, decision
maker, realistic, moderate, open minded, optimistic with broad vision etc. Thus, the
picture is complete, of a docile, homely female in a supportive role, and the
‘achiever’, the ‘provider’ male in the role of the decision maker. In fact the social role
theory does trace back gender stereotypes to the social sex-role expectations and
shared beliefs about appropriate behaviour. Wood and Rhodes point out that “Women
are expected to be friendly, unselfish, concerned with others, and emotionally
expressive. Men are expected to be independent, masterful, assertive, and
instrumentally competitive” (cf. Wood/Rhodes 1992: 106). The underlying message
conveyed in such texts is powerful not only because they reflect the social
expectations, but also because they provide an attractive self-image for the women, an
ideal, which when achieved guarantees them a place in the social hierarchy. Placing
this creation of a social definition of ‘woman’ in a broader context by looking at it in
terms of dialectics of power, it can be argued that here language and social reality
become cause and effect at the same time. Language reflects social reality about the
position of women while the social identity of women is in turn performed through
the language. Indeed, social reality is itself a social construct and not a given. It needs
to be pointed out that the whole linguistic gender stereotyping is a socially constructed
way of classifying and categorising members of the society. Discussing the power
wielded through language use, O’Barr points out that “In attempting to understand the
relations between language and power, it is important to keep in mind that there is no
simple, single way in which the two are connected, nor is the connection limited to
particular portions of the spectrum of social organisation. Rather, the evidence points
to the conclusion that language is both a mirror of society and a major factor
influencing, affecting, and even transforming social relationships” (cf. O’Barr 1984:
265). In skewed power relationships the meaning of ‘supportive’ can easily change to
‘subordinate’. If there is mutuality in playing the supportive role, the power relation
gets balanced, but in case of gender relations in India the supportive role is
permanently assigned to women turning it into an unconscious submission to
authority. While the male counterpart in a mixed conversation can be ‘ambitious,
aggressive and decision maker’ the female speaker in India is generally expected to
play a supportive role, to follow the compassionate, understanding stereotype.
5. Goddess or Doormat
There is no doubt about the exclusion of women from languages of power in
institutional domains like religion and politics in India. Just a few years back women
legislators voicing their frustration at the failure to pass the bill enabling women to
have a certain percentage of representation in the parliament were shouted down and
labelled par katy by male parliamentarians meaning ‘women whose wings are cut’, an
extremely base comment associating short hair with the socially unacceptable
behaviour assigned to ‘feminists’. Viewing women who dare to challenge social
sanctions as a threat to the set order is not new nor is it exclusive to Indian society.
Deborah Cameron cites a study by Penelope Harvey  in Peruvian Andes where
“Andean women who abandoned tradition, symbolised by  dress as well as the
Quechua language, risked slurs on their sexual reputation, which could lead to social
ostracism and violence” (cf. Cameron 1992: 201). In India, in a tradition where the
birth of a girl child is equated to an eclipse or to a curse on the family1, where women
are expected to suffer without complaint, one is hardly surprised to find that women
challenging this social order do ruffle a few feathers.
On a different note, exalting women to a goddess is common in Hindi
colloquial usage. A daughter is often referred to as Laxmi (the goddess of wealth) or a
daughter-in-law is called ghar ki Laxmi (‘goddess Laxmi of the house’). The fierce
goddess Durga or Kali or Chandi is conceptually a way of sanctioning the female
members of the society some space to avenge the wrongs perpetrated against them or
to punish the perpetrator. In a recent article questioning the ‘manliness’ of an
opposition party and praising Indira Gandhi (ex prime minister of India) one
columnist in a leading magazine comments, “the country is still paying for that insult
to the woman who was once described even by her detractors in the opposition (…) as
Durga Mata, and by others as ‘the only man in India’s Parliament’” (cf. Gill 2004). So
depending on the context any act of courage or valour is seen either as ‘manly’ or as
coming from a goddess Durga, Kali or Chandi.
In such fluid use  of mythological figures in everyday language  a  normal
human identity of women can fluctuate between the extremes of the  status of a
goddess and a paer ki juti (footwear). Highlighting the dictum “it is good to swim in
the waters of tradition but to sink in them is suicidal” Gandhi and Shah (1991: 325)
suggest the strategy of finding a middle path, of using tradition to change mind sets.
Here again the pivotal role of language in establishing dominant discourse as the
given and therefore true becomes important.
6. Stereotypes in Media: Behenji vs. Aajki Nari
Words when associated with certain images for a long time change into labels
or categories defining those particular images and their characteristics. Through these
associations of words with images which have social contexts, a hitherto simple word
acquires new meanings. In the vocabulary of urban young Hindi speakers a simple
word behenji, where behen means ‘sister’ and ji is an added honorific suffix, has
come to be used to mean a woman who is not modern in the way she dresses and who
is conservative in her thinking. It is difficult to say when exactly this meaning
developed but this pejorative use became accepted in normal vocabulary through its
use in visual and print media.
In television serials behenji stereotypes are usually the ‘good, obedient,
traditional’ women facing the ‘bad, westernised, skimpily dressed’ vamp characters.
Jaidev Taneja outlines these two stereotypical depictions of women, where “The first
image   shows her as the embodiment of   beauty, modesty, sacrifice, mercy,
forgiveness, and dedication, qualities that enable her to win over men. The second
image is that of the woman who is driven by ambition, pride, sexual frustration and
the desire to dominate, all of which lead her to evil ways” (cf. Taneja 2002: 77).
Although in real life young girls make every effort not to get categorised as behenji.
Here is an example of images and labels getting created through media, especially the
visual media and these then turning into social parameters to judge women’s moral
conduct. In television soaps a behenji type of character is imparted all virtues, since
she conforms to social norms. She holds on to the traditional values of the Indian
society, respects institutions like family and marriage and thereby lives up to the
expectations that the society has from her as woman. Other terms used in media to
describe such a woman are aadarsh nari, the ideal woman, or bharatiya nari, the
Indian woman. Invariably such a woman is a conformist, a non-rebel, who upholds
the social values and derives her strength from her being ‘good’ and ‘chaste’.
Naturally she emerges victorious at the end.
Strangely enough the image of this traditional ideal woman created in films
and  television serials holds  less charm for modern  urban young women  in  their
everyday lives. It is seen as a nice definition of womanhood, but one which does not
necessarily need to be followed in reality. The more appealing image is that of the
liberated, independent, modern and intelligent aajki nari or ‘today’s woman’. This
term evolved more through advertisements, where consumer products targeted the
urban middle-class working woman labelling her the new woman, who is aware of
facts like which cooking oil is healthy for her family or why a particular brand of
drinking chocolate is good for her children. She takes decisions about which brand of
soap, washing powder or tea to buy, she is careful about her looks and uses cosmetics.
She is young, works hard and does not hesitate to have fun. She is mobile, drives two-
wheelers, uses technology, be it a washing machine, a microwave or a mobile phone.
She works so hard for the family that her back aches and the progressive husband
promptly applies this pain relieving balm. Gender equality for the modern woman.
She is a multi-tasking working mother, wife and daughter-in-law. She is clever and
knows how to please all in the family using tasty instant food instead of cooking
herself.
She is a rebel only as a young unmarried girl. As a young college student she
goes for parties, flirts with men and sneaks in her room through the window when she
is late. She listens to loud music, colours her hair pink, and paints her nails in different
shades. But come marriage, she uses fairness creams to attract the ‘foreign returned
engineer’ chosen by her parents as her bridegroom. Wearing a sari, vermillion on
forehead, with a shy expression and downcast eyes this rebel turns into a perfect wife.
As  a daughter-in-law, wife and  mother she is the most  successful  ideal  woman,
modern and happy within the limits prescribed to her. The husbands, brothers or
fathers in the family of this aajki nari have absolute understanding for her need to be
modern and  independent,  but  interestingly one never sees  them  washing clothes,
cleaning toilets, changing nappies or buying cooking oil.
This image however does manage to offer a compromise between the extremes
of being a behenji and a ‘feminist rebel’. To a large extent it also reflects the way
Indian women are managing to strike a balance between modernity and tradition.
Rajeswari Sunder Rajan (1993: 138) calls this the “relative freedom” of women which
is encoded on the one hand as an ‘absence of conflict’, for example in commercial
advertisements, where the modern woman is also at the same time the traditional
woman and on the other hand as the ‘resolution of conflict’ in favour of the traditional
woman as in television serials. The Hinglish speaking, modern, working woman can
recite devotional songs with equal ease when she has to win her mother-in-law’s
heart. She sees no contradiction between being emancipated and being traditional or
religious. In this sense, the perception of gender equality in India is evolving with a
realisation that without destroying the basic social institutions like family and
marriage it is possible to create a liberal society.
7. Image of an old woman
In India, stereotypes related to old women vary slightly depending upon their
marital status. Socially, old age is viewed as a phase in life when one turns to god or
to spiritual pursuits rather than enjoying material comforts or pleasures of senses. This
notion of old age as a period of renunciation is applied to both male and female
individuals, but in case of female members of social groups it is used as a general
criteria to judge whether or not a woman is living up to that ideal image of revered
mother or grandmother. As in all stages of her life, a woman receives respect in her
old age if she remains within the social definition of good moral conduct. For a
widow the chastity and morality aspect becomes even more important since she is
expected to lead an exemplary austere life, dedicating herself to other-worldly
thoughts and religious activities. With the great reverence attached to motherhood in
Indian tradition, a woman in her old age acquires an image of a wise, experienced
grandmother, who should be respected almost like a mother goddess. She has nurtured
the family and now the younger generation has to pay her back with gratitude. She has
been a mother, a wife and has fulfilled all her duties in life. So she deserves respect.
She can not be a normal woman with wishes and desires. She can not be lonely and
she can not have need for companionship, especially male companionship. Women
who have no children or those who are not married can hope to achieve that legitimate
place of a ‘respected grandmother’ only if they give up their individual identity,
become part of brother’s or brother-in-law’s families and spend time in spiritual and
religious pursuits.
Since age is equated with wisdom, generally an old woman wields some power
in decision making at family level. Even outside her own family she is addressed as
maaji, daadi or naani meaning mother or grandmother. Children, especially sons, are
taught that ‘maa ke charanon main swarg hai’, heaven lies in mother’s feet.
The other side of this ‘respected grandmother’ stereotype is the negative image
of the old woman who does not follow social norms, for whom it is said ‘budhiya
sathiya gayi’ meaning ‘the old one has gone insane’. The most disturbing aspect of
the otherwise very positive tradition of respecting the elderly is that, in many cases
people tend to overlook the fact that an old woman is also a normal human being with
physical needs and desires. An old man showing  sexual desires or romantic
inclinations is laughed at and is considered naughty, having rangeen mijaj or
‘colourful tastes’ and is generally tolerated as being normal. But an old woman who in
any ways shows any need for male companionship is condemned as a fallen woman.
For an average Indian old woman, especially if she is a widow, it is next to impossible
to express her sexual needs or to think of a relationship or marriage. There is almost
zero tolerance for a woman’s desires or wishes once she has been categorised as
‘grandmother’. Even the way she dresses herself makes her vulnerable to criticism
with proverbs like, ‘shaukin budhiya chataii ka lehenga’, where shaukin means
someone who has taste for good things in life. So, such a shaukin old woman, who
goes to the extent of wearing a skirt made of straws, just to look young, needs to be
condemned. Here this expression is used to mean this old woman, who should now be
thinking of the ‘other world’ but is instead still enjoying life. Another similar proverb
is ‘buddhi ghodi laal lagam’, meaning ‘old mare with a red rein’, used in a derogatory
sense to speak of an old woman who does not behave as she should in her age (see
also Section 10.3). An old woman’s need for a companion is socially unacceptable
since it falls into that area of taboo themes, namely women’s sexuality. Whether as a
young woman or as an old grandmother, this particular aspect of women’s life is
strongly controlled by imposing strict definitions of chastity and purity and by severe
social condemnation for any deviation in women’s behaviour.
8. The problem of giving a name to the man-woman relationship
A man-woman relationship is a subject on which one reads in magazines and
newspapers, particularly of the urban cosmopolitan English press variety in India. Of
course it is an important topic in many a familial conversation, or among friends and
relatives since as in any other society gender relations are an integral part of the social
life in India. But man-woman relations before marriage or outside of the marital
sanctions are not encouraged. There is less social acceptance of a man-woman
friendship. The socially accepted relationship between unrelated male and female
members of the same age is mainly that of a brother and sister. So in some
universities, a male student from a senior class becomes a Bhaiya (‘brother’) and a
female student from a senior class becomes Didi (‘elder sister’). Amongst urban youth
the word dost (‘friend’) is generally used to refer to both male and female friends. But
there is still no semantically equivalent word for girlfriend or boyfriend in Hindi.
Instead both these English words have been readily included in the urban vocabulary,
since changing lifestyles and social relations demanded words to describe a type of
male-female relationship which was taboo earlier. Now giving this relationship a
name is also problematic in Hindi for the simple reason that there is no commonly
accepted word for a live-in relationship. It is possible to say woh saath rahte hai
(‘they live together’) but then this expression could just as well mean the simple
living together of anyone, so it needs an elaboration by specifying that the said two
persons are living together without marriage. Mentioning that they are living together
without marriage gives the whole situation and its expression a tone of breaking the
social norms, or of doing something immoral. Most of the vocabulary referring to
male-female friendship in Hindi is negative. The equivalent for love, pyar, is one
alternative that can be used without much negative hidden meaning, but it has a
history of being a favourite word in Hindi movies mostly denoting love between a
young man and a young woman. So what does one do to talk about a relationship or a
feeling which belongs to the banned areas in a speech community? Something which
can only be described in negative terms since the social taboo leaves space only for
negative lexica.
9. Two ways of overcoming social normative restrictions of Hindi
In my view, there are two ways of getting around limitations imposed by a
language.
a) Subverting the meaning
On one of those rare occasion when I hired a rikshaw2 to reach the university,
the rikshaw-puller, a man much older to me, addressed me with Saab a word loaded
with colonial legacy, a word replete with rigid social class differentiation, a word
denoting nothing but absolute dichotomy of high versus low social status, a word used
to address masters. And most importantly a word used to address only men in such
positions. The female equivalent for Saab from the colonial times is Memsaab, which
is already out of the current vocabulary except for depicting a servant-master relation
or is used with pejorative intention to belittle a woman, meaning ‘a haughty little
miss’. Now this use of Saab made me acutely aware of the way language plays into
the hands of its speakers defining territories in social interactions, assigning roles to
the language users. Appropriating a gendered word this man had turned it into a
gender neutral denotation of social class hierarchy. The word had acquired a new
meaning in this context through its use. Whether one reacts to this subversion
positively welcoming it as a strategy to overcome the handicap imposed by language
or whether one takes it as a negation of the female identity as something that basically
can not be in a socially higher position, is debatable. What becomes obvious is the
fact that it is the social assumptions behind the language which impart meanings to
words depending on the context. The word-meaning congruence is indeed not a one-
to-one fixed relation. The final outcome is definitely more than the sum of the parts.
b) Code mixing
The second way of dealing with limitations of a language is the widely studied
phenomenon of code mixing, common among fluent bilingual speakers. It can be a
part of the broader bilingual conversation strategy of switching between languages in
the same speech situation, which is termed as code switching. Code mixing mainly
includes mixing two languages or language styles in one utterance, using grammatical
conventions of one language on to the other, or just mixing words from another
language in specific contexts. In urban north India, English is mixed with Hindi to get
the mixed form called Hinglish, which is widely used by educated, urban social
groups.  Kachru  (1984: 186)  points  out the case of the word mond (‘widow’)  in
Kashmiri language which has traditional negative connotations of a use restricted to
abuses and curses. To neutralise such loaded terms speakers employ code mixing as a
strategy, as shown later in the examples from transcripts in this paper (cf. Examples 4
and 5, Section 10.3).
10. Some examples showing stereotyped notions on gender
In view of the preceding discussion this section will highlight how gender
stereotypes in India get reflected in normal conversations. I will be presenting few
examples from the transcripts from audio data collected in 2003 for my research on
oral communication  in German as foreign language,  in  two universities  viz.
Jawaharlal Nehru University and Delhi University in New Delhi, India. It must be
made clear that the aim of this data collection was not a study of stereotypical gender
notions. The students belonged to the age group 18 to 20, were in their second year of
the Bachelor of Arts course, and came from urban, educated, middle class families.
The languages they used are English, Hindi, Hinglish and partly German.
10.1 Purpose behind showing the film
Two groups of these Indian undergraduate students studying German language
in the two universities mentioned earlier were separately  shown a short film
portraying the loneliness in the life of the elderly and their need for companionship.
One was an all female group, the other one was a mixed group. The aim was to
document how a conversation based on a specific theme would develop if the socio-
cultural context is foreign to the students. The focus of this data collection was thus
purely on oral communication and use of the foreign language (German) and a gender
aspect was not involved at any level. But while analysing these transcripts it became
obvious that since the topic of discussion happened to be such, the stereotypical
gender notions got expressed in these conversations. During the discussion of more
than 90 minutes, students talked about gender stereotypes, old age related stereotypes
and the societal pressures at work in India. Although each one of these students was
well aware of the double standards used in judging women, through many of their
comments they proved to be the products of the same gendered socialisation which
they were criticising. In the following section these two aspects will be discussed
using the transcripts:
 At the discourse level the speakers use code mixing as strategy to overcome
linguistic restrictions of Hindi.
 The views expressed by these students reflect gender stereotyping.
10.2 Context of the film
There were no dialogues in the film, only background music. The film is set in
Germany; and the only characters are an old white couple. The story starts with this
lady who is very lonely. In the house across the street one old man moves in and the
woman starts observing him most of the time from behind the curtains. She then tries
to attract his attention and he seems not to notice it. The woman buys a new dress and
gets a new hairstyle. The story develops through a chance encounter in a supermarket,
where the man realises that there could be a friendship. In the final scene he goes over
to her apartment with flowers, rings the door bell and waits. She hesitantly opens the
door just as he sadly turns to go back. The film ends with the protagonists smiling at
each other. Most of the scenes in the film depict the woman’s loneliness. Both the
protagonists are quite old and shown to be leading a secluded life without family or
friends.
10.3 Presentation of a few examples
In the course of the discussion the participants found it difficult to express
themselves adequately when it came to talking positively about a love relationship
using Hindi. The topic of the film did provoke an involved discussion in Hindi,
English, Hinglish and a few utterances even in German. For them the situation in the
film was quite new and they readily imparted a romantic angle to the story in their
interpretation. That precisely was then the most foreign aspect of the film, a romantic
relationship between an old woman and an old man.
(In the transcripts: F = female speaker and M = male speaker Overlap with the next
speaker is shown with // Commonly used transliteration is used for Hindi and loose
translations in English are provided).
(Example:1)
F1: Short and cute love story (laughs)
F2: Es ist ein fantastisch Film…
F3: Es war gut…aber…. es ist nicht so in Indien
So the reaction was: “It is nice, but it is not so in India”. Calling the woman verrückt
(mad) the students decided that the old woman was just waiting to ‘catch the man’.
(Example:2)
F4: Die eine Dame….ist.sehr sehr verrückt….(all laugh) Sie will alte Mann lieben.
F5: Die alte Dame war…hinter dem Mann (laughs)
Throughout the discussion the common refrain was how she being a woman
could take initiative in starting ‘something like this’. Students used a proverb buddhi
ghodi laal lagaam (‘old mare with red reins’) to show how Indian society reacts if an
old woman tries to act young (see also Section 7).
(Example:3)
F1: usko dar tha ki shayad main jo kar raha hun woh
thik nahin hain //isliye..
F3: ………………..to usko dar nahi tha? Woh bahot
besharam thi? (laughs)
F6: Woh sharif tha
F2: woh sharif nahi // thi?
F4: ………………Woh bhi sharif thi
F1: He was scared, thinking,
may be what I am doing is not
right//so..
F3: You mean she was not
scared?[as if] She was
shameless?
F6: He was sharif
F2: She was not sharif?
F4: She was also sharif
In the above conversation, F3 tries to defend the old woman but uses a word
besharam (‘shameless’) implying that a woman who is not scared of the society is
shameless. The reply to this rhetorical question ‘she was shameless?’ is very
interesting. F6 replies saying that the man was sharif, a word meaning ‘of good moral
character’. It becomes clear here that in the students’ interpretation the old woman’s
behaviour is judged as a deviation from the social norms of good moral conduct
prescribed for women, whereas the old man is judged positively because he seemed to
be scared of society.
Code mixing was used as a strategy whenever the speakers had to mention the
love relationship. In the following example the Hindi expression line maarne lag gayi
is a pejorative phrase used to describe flirtatious activities of young people, meaning
something like ‘trying to hook’. But then the same relationship gains some
respectability back when expressed in English or German.
(Example:4)
F6:woh akela mila to Line// maarne lag gayi
F5:………………………….To hua kya? Dono
F6: knowing that he is alone
she started ‘to put a bait to
akele the
F1: line kaha….woh…..woh //she was in love with
him
F2:……………………………..Sie war verlobt mit
ihm
catch him’
F5: So what? Both were alone
F1: she was in love with him
F2: She was engaged to him
The German verb form verlobt has apparently been confused with verliebt
since the speakers clearly were talking about ‘being in love’. The way students here
avoided using Hindi whenever they had to talk in favour of the woman is a continuous
pattern through out the transcript of about two hours. One typical interaction was:
(Example:5)
M2: Da sind zwei verliebt (laughs)
M1:(laughs) they are falling in love (laughs)
Code mixing was extensively  used to replace Hindi expressions during this
discussion. Although code mixing is very common in spoken language of university
students, in this particular discussion it appears to have been used consciously as a
strategy to overcome the restraints of one language. Studies on code mixing focusing
on the use of English in Indian languages have shown that “English is (being) used to
neutralize identities one is reluctant to express by the use of native languages or
dialects” (cf. Kachru 1984: 186, emphasis original).
10.4 Stereotypes are here to stay
Every reference in Hindi was either a negative expression like fasaana,
chakkar, pataana, etc. (all more or less meaning ‘to hook’) or some vague wording
like yeh sabkucch, yeh jo kaarna us lady ka (‘all this, all these doings of the lady’),
where instead of a direct reference just an indirect hint was used to get as semantically
close as possible to the expression ‘relationship’. But even such efforts had an
undercurrent of negative judgement of the lady’s conduct.
(Example:6)
M3: they are living alone they need M3: They are living alone they need
support
M1: yah
M4: who will prepare the tea for the old
man (laughs)
M2: (laughs) you are thinking of old
man//
M1: ……woh rahi hogi na//wife to rahi
hogi na?
M2:………………….amm? No, now he
is alone
M3: ya, he is dead…//he is dead and she
is dead
M1:……….to isse kya alone hai to //alone
hai to/
M2:…koi to chahiya ki uske kapde kapde
dhoye (laughs)
M1: matlab tum vichar kar rahe ho ki koi
kaam karne ke liya chahiye //kaam karne
ke liye chahiye
M3: ………………he was saying ki
//nahi nahi… its basically to basically to
support each other
F1: but why did you interpret that she was
looking for a boyfriend, she could have
..amm..//been looking to make a friend,
that’s it!
M3: …yah a company
F2: Everybody wants companionship
support
M1: Yah
M4: Who will prepare tea for the old
man
M2: You are thinking of the old man
M1: He must be having a wife, or?
M2: amm? No, now he is alone
M3: Ya, he is dead, he is dead and she
is dead
M1: So what if alone//…if alone..
M2: someone’s got to be there to wash
his clothes
M1: you mean there should be someone
to do house work
M3: He was saying that its basically to
support each other
F1: but why did you interpret that she
was looking for a boyfriend, she could
have ..amm..//been looking to make a
friend, that’s it!
M3: …yah a company
F2: Everybody wants companionship
In the above conversational piece the female speaker F1 is able to make a
differentiation between a boyfriend and a friend, whereas for the male speaker M1 the
idea of a woman as a friend can only be related to being a wife, who is supposed to do
the ‘house work’. The stereotype of wife merely as someone taking care of the man
and his needs is criticised at every possible level in India and one would have
assumed this particular notion to have at least become a little milder. But as is obvious
from the above exchange, the male speakers reflected the mindset still prevalent when
they sympathised with the old man’s need of having someone to take care of him with
a blunt observation that “if his wife is dead, he needs someone to wash his clothes, to
make tea for him”. This comment coming from urban university students brings out
the hollowness of the belief that the urban educated Indian male is gender sensitised.
One just needs to scratch the surface for the deep rooted traditional attitudes to
become obvious.
10.5 Interpreting motives
The body language and gestures of the woman in the film were interpreted by
male students as her efforts to attract the ‘decent old man’. In the film the woman
goes to have a hair cut and buys a nice red dress which she then wears, when she
knows that the old man will see her from his balcony. There were three interpretations
of this behaviour and her body language. One as mentioned above was by the male
students and two by female students. Male students read into the behaviour an ulterior
motive since they felt that a woman who tries to attract a man can not be looking for a
genuine friendship. They specifically mentioned that from her gestures one could
judge that she had other intentions.
(Example:7)
M1: thik hai friend banana ke liye kya
jarurat tha  bal katane ka accha  dress
karne ka aise friend nahi banneka, jisko
friend banna hai woh aisehi banega
M2: Hmmmm this is to attract//
M4:……….to attract…good
M3:……………….to attract friendship
nahi thi
M1: alright, to make friends was it
necessary to have hair cut, wear nice
dress, you can’t make friends like that,
one who wants to be friends will become
friend without all this
M2: Hmmm this is to attract//
M4: to attract…good
M3: to attract not for friendship
The first interpretation of a female student also reflects the notion that the
partner should be presentable. This student justifies the protagonist’s actions by
arguing that everyone wants to be presentable and everyone wishes to have a partner
who is presentable. This argument coming from a female student again confirms the
hold of social image on the thinking of these young people. The image of a smart,
pleasant, fair, well dressed woman as the ideal, desired by men is created and sold as
socially sanctioned mainly through Hindi movies, television and advertising in
different media.
(Example:8)
F3: I also feel ki friend banna hota hain
to appearance itni matter nahi karti but
kahi na kahin we have that feeling that
our friend should be a decent girl//
M1: Wah, amm koi dekhne main kharab
ho to uska friend nahi hoga?
M2: I am going to do the same
F3: to a certain extent aata hai… chahe
matlab he should be at least a…ki
presentable probably isiliye she got a
haircut ki she should be presentable//
that’s why
F3: I also feel that appearance does not
matter in making friends but somewhere
we have that feeling that our friend should
be a decent girl//
M1: You mean someone who is not good
looking will not get friends?
M2: I am going to do the same
F3: to a certain extent it does matter, may
be…I mean he should be at least
a…presentable, probably that’s why she
got a haircut that she should be
presentable//that’s why
One interesting point in the first sentence of F3 above is that she refers to a
common wish that ‘our friend should be a decent girl’. Why does she express this
wish as common ideal in spite of being a girl herself? The conditioning that the young
urban Indian women undergo is so strong that the ideals imposed by the society are
unconsciously acquired and accepted as their own ideals. Language and related social
norms only help in this process of internalising given images and meanings.
The other interpretation given by another female speaker could be an example
of a gender neutral explanation and it was heartening that it came from a female
speaker.
(Example:9)
F1: she started enjoying her life you know, in a way she has this incentive to live
otherwise she was bored there was no way to live her life anymore .
M3. Is it like entertainment?
M2: She was bored with her life because when she was eating//
F1: Yah, because this man…not only because he is a man…listen, not only because
he is a man or the opposite sex that it will drive her crazy or that I have to fall in love
or something like that, he came as something… you know some incentive into her
life, you know… it brought happiness into her life you know… she wanted to live
more and then do… you know… do anything
F2: like a normal person
M2: Yah she was bored with her life//
F1: and its very natural
11. Women as language users
As language users women are said to be less adventurous, preferring to use the
prestige varieties and correct language. However such differentiation can not solely be
called a gender different language variety; there are other factors involved in such
developments, like the social status attached to different pronunciations or to the use
of certain sounds. It is true that women are subjected to social pressures to ensure that
they use the ‘better’ language. This pressure is at work to make them abide by the
norms of language use. Normally for an effective communicative act, the speakers are
supposed to follow Gricean maxims of quantity, quality, relation and manner, but for
women the standard parameters seem to change. A woman is expected to talk less
than necessary, talk in a softer voice, talk only when absolutely necessary and at best
not talk at all. Cameron points at this imposition of feminine linguistic norms “For
any woman who talks  too much, too loudly, too frankly, too authoritatively, the
epithet ‘unfeminine’ is waiting on someone’s lips” (cf. Cameron 1992: 210).
The prescriptions of this normative behaviour are imparted to a girl even as
she is learning to use a language, in the form of proverbs or phrases. Indian girls are
advised not to laugh showing all the teeth, not to let their voices be heard by a
neighbour, not to answer back, not to argue, not to ask questions. Remaining within
the socially accepted norms sometimes women tend to be using language in a
different but positive way than men. The basic premise in this paper remains that the
observed gender related differences in the style of language use appear to be more
constructs of social contexts and vary depending on other social variables. A female
speaker in a socially powerful position would have more similarities with the so called
male style than a socially less powerful male speaker. But having said that there are
some common features, which can  be ascribed to  a more “cooperative” style of
speaking (cf. Graddol/Swann 1989: 82). More women seem to be using it than men,
which  Tannen  terms as “rapport  speaking”, where the “phatic function  seems  to
override the informational” (cf. Tannen 1994: 210). Women speakers tend to function
in a more democratic manner and conversations in all-female groups develop as a
combined activity rather than as ‘competing for the floor’ found commonly in an all-
male group. Characteristic female strategies are said to be indirectness and politeness,
both results of a socialisation which discourages open display of frank, challenging
behaviour in women.
Based on earlier researches, Jennifer Coates summarises eight factors mostly
found in all-female group interactions. The basic principle identified by Coates (1986:
189) is “more than one speaker may speak at a time, with speakers working
collaboratively to produce talk” which portrays the cooperative nature of such
exchanges. The eight factors discussed by Coates are: Minimal Responses, Questions,
Links between speaker turns, Topic shifts, Self Disclosure, Verbal Aggressiveness,
Listening and Simultaneous speech (cf. Coates 1986). Although different culture-
specific aspects can change the way these factors are realised in natural conversations,
they do outline a basic minimum structure which can be applied to other data as well.
In the discussions amongst university students mentioned above, most of these
features were found to be present in women’s speech. Minimal responses of the ‘I am
listening’ variety were used extensively in the all-women group, for e.g.:
(Example:10)
F3: because if the family is taking care of them then they// won’t be lonely.
F2:.they won’t be lonely (pause) hmmm…you think so?
while in the mixed group the typical minimal responses of male speakers were of the
‘I agree with you’ type, e.g.:
(Example:11)
M2: Hmmm this is to attract//
M4:…………………………..to
M2: Hmmm..this is to attract
M4: to attract….good
attract…good
M3:……………….to attract friendship
nahi thi
M2: Hammm Friendship ke liye to itna
woh//
M3: to attract…not for friendship
M2: Hmmm..for friendship not so
much//
There were few instances of questions being used as a strategy to maintain
conversation but they occurred almost equally in both groups. There was no marked
variance in this respect between male and female speakers. Links between speaker
turns were smoother in the all-female group, compared to the mixed group where
typically the female speakers got the turn only at the end or they had to try and
squeeze in to get the turn, for e.g.:
(Example:12)
M3: But she can she can directly talk with him
M2: She has some hesitation
F1: she is trying to but he was//
M2:Hesitation
F1:Yah she tried to
According to earlier research findings topic shifts are slow in all-female
conversations (cf. Tannen 1994, Coates 1993). In case of the two student groups, the
all-women group did stay on longer on one topic and the next topic often evolved out
of the discussion, unlike in the mixed group where the topic shifts were more frequent
and more abrupt. Conversation in the mixed group thus developed in bits and pieces,
lacking the flow of the all-women group. The all-women group managed to discuss
the same topic longer, for example one topic lasted for about more than 25 turns in
this group as against most topics lasting not more than 15 turns in the mixed group.
There were four instances of self disclosure, all of which came from female speakers.
On verbal aggressiveness and listening, the data from these  transcripts is not
sufficient. There were many instances of simultaneous speech; in fact there were all
the three varieties of supportive simultaneous speech, e.g.:
1) Completing the utterance of the partner
(Example:13)
F3: Aur jaisa ki usme dikhaya gaya tha, woh Supermarket
ka//
F2:……………………………Hmm
F3:…………………usme usme to usko…
F4:……………………………………usko to dekh ke hi
dar gayi
F3: And as shown in it, that
one in supermarket//
F2:Hmm
F3: In that ..in that, seeing
him…
F4: …seeing   him she got
scared
2) Contrapuntal talk to support the partner’s utterance
(Example:14)
F2: lekin woh thoda ghabrati thi ki
samajwale kya kahenge// isliye thoda
F1:…Society
F4: Society ki parwa thi
F2: But she was a little scared about what
community will say// that’s why a little
F1: Society
F4: Society was the point of concern
3) Repeating part of the sentence
(Example:15)
F4:Hamare yaha bhi hota hai lekin khule
main nahi hota
F6: Khule main nahi hota
F4: It happens here also but not openly
F6: Not openly
11.1 Trying to seem less aggressive by using ‘we’
In addition to the features mentioned above, in the mixed group the female
speakers’ participation in discourses featured a fine act of balancing between arguing
or self expression and trying not to seem aggressive. They often used generalising
statements or tried to create face saving opportunities for other speakers. They were
more sensitive to loss of face not only their own but also of the partner. One strategy
was the intentional use of ‘we’ in arguments, shifting the burden of responsibility of
the subject to this inclusive ‘we’ rather than the ‘I’, which would be considered
impolite or aggressive in Hindi. Of course, one could also just trace this use of ‘we’ as
subject to the use of Hindi first person plural ‘hum’ as singular self reference. But if
that was the case, then this feature should have been present in the utterances of male
speakers as well. Citing an example from a study by Goodwin where organisation of
talk in single sex groups of children was analysed, Graddol and Swann observe that,
“(…) the girls group was not organized hierarchically and there was minimal
negotiation of status. Directives took the form of proposals for a future activity rather
than an explicit command. A ‘we’ form was often used, which included the speaker in
the proposed activity” (cf. Graddol/Swann 1989: 81). That the ‘we’ was used by
female speakers especially in utterances in face threatening situations points to the
fact that female speakers were more concerned about playing a ‘mature’ and
‘supportive’ partner. But it was clear that through these supportive arguments female
speakers managed to round off many topics very decisively in their favour.
(Example:16)
F1: I think why we found it very strange
was because we live in a very different
set up and we can not accept that in such
a age people are//trying to be friends
M2: Hmmm wahi baat hai
M1: Yah, apne  hi context mai maine
bola
F1: I think why we found it very strange
was because we live in a very different
set up and we can not accept that in such
an age people are//trying to be friends
M2: Hmmm that’s the point
M1: Yah, I also meant it in our context
Looking at the different styles of collaboration in a conversation event is one
way of figuring out in what way gender could affect verbal interactions, but this also
calls for caution against reading into such examples to find an exclusive gender
related pattern of behaviour. The extension of the social expectation on women’s
linguistic  behaviour  is in  tune  with  the fact that women  in India are generally
socialized to play a supportive role. There are subtle and not-so-subtle ways of
imposing these linguistic norms, which become that much more rigid in case of
female language users. In the case of Hindi, notions like women talk too much, or that
women cannot be trusted with secrets are common, putting restrictions on linguistic
behaviour of women.
12 Conclusion
In sum, language is not a gender neutral instrument of expression nor is it free
from socio-cultural prejudices. It contributes to the process of shaping and reshaping
of identities by virtue of its own dynamic nature and thereby gets used creatively or
gets manipulated to create social distinctions. In theory the two approaches of
‘difference’ and ‘dominance’ have brought out the role of language in creating social
gender differentiation. It is through using the language that we become gendered
members of the speech community. In studying the intertwined relationship between
language and construction  of gender,  the agency remains  a point  of debate. But
looking at language use as one of the varied social practices, it becomes possible to
understand the social factors underlying each speech act. As Thorne argues, “Larger
structures are instantiated, reproduced, and challenged through the daily practices of
social actors, who in turn are constrained and enabled by social structures” (cf. Thorne
2001: 11). The language user as social actor conforms to as well as deviates from the
social norms of speaking. She constructs, destroys and redefines her territories and her
identity. Gender is one such social identity, “a complexity whose totality is
permanently deferred, never fully what it is at any given juncture in time” (cf. Butler
1990: 16). However, societies have tried to fix this ambivalence in gender identity by
using compartmentalised instructions for language use separately for men and women.
A child internalises her gender identity and in performing it she conforms to the
gender stereotype. As literature on gender and languages shows, there is hardly any
language in the world that is completely gender neutral and efforts at creating such a
language have not borne fruit. That leaves us with the alternative of using whatever
languages we have in a best possible way to subvert linguistic gender discrimination.
As highlighted in the discussion earlier, the strategies could include using the same
language or using code mixing.
For  the urban women in India, globalisation meant increased economic
equality and exposure to changed lifestyles. On an individual level it also  meant
redefining gender relations and changing the hierarchy in man-woman relationships.
With the economic independence there is a heightened sense of liberation in all
spheres of social life, a confidence to fuzz the rigid boundaries of gender roles. With
the new films and media celebrating this liberated woman, who is ready to assert her
sexual needs, who is ready to explode those long held notions of morality, one would
expect that the changes are not just superficial. But as it soon became obvious in the
course of the classroom discussion, the surface changes can not become part of the
common vocabulary, for the obvious reason that there is still a vast gap between the
screen image of this new woman and the ground reality. Social considerations define
the limits of this assertiveness of the women, whereas men are happy to be liberal
within the larger frame of the social sanctions. The educated urban woman in India
speaks in favour of change and the educated urban male supports her, but one just
needs to scratch the surface to see the time tested formulae of gender roles firmly in
place. The way the urban woman happily balances this emerging promise of
independence with her gendered social identity, makes it necessary to rethink some
aspects of looking at gender in a gradually changing, traditional society like India.
Although here gender stereotypes are deeply anchored in the social psyche and they
remain a valid form of establishing  social hierarchies, finding  their justification
through religion and traditions, challenging  the existing  notions of linguistic
femininity or masculinity will go a long way towards displacing these gender
stereotypes.
1 For a discussion on depiction of the death wish for a girl child see: Death Wish for Daughters – Son
Preference and Daughter Aversion in Bihari Folk Songs, by Sangeeta Krishna
http://free.freespeech.org/manushi/131/deathwish.html
2 A tricycle pulled by a man, which can be hired to cover short distances. A common mode of transport
in many Indian cities.
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